European Journal of Arts

N23 2016

o

< EASTWEST > _ East West» Association for Advanced Studies and Higher Education GmbH

Vienna
2016



European Journal of Arts
Scientific journal
Ne3 2016

ISSN 2310-5666

Editor-in-chief Kubiak Antonina, Poland, Doctor of Philosophy in Art History
International editorial board Izvekova Arina Nikolaevna, Russia, Doctor of Philosophy in Art History
Karnitskaya Nadezhda Egorovna, Russia, Doctor of Philosophy in Art History

Novakovi¢ Margareta, Croatia, Doctor of Philosophy in Art History

Serebryakova Yulia Vladimirovna Ph.D. of Cultural studies

Proofreading Kristin Theissen
Cover design Andreas Vogel
Additional design Stephan Friedman
Editorial office European Science Review

“East West” Association for Advanced Studies
and Higher Education GmbH, Am Gestade 1

1010 Vienna, Austria
Email: info@ew-a.org
Homepage: WWW.ew-a.0rg

European Journal of Arts is an international, German/English/Russian language, peer-reviewed journal. It is published
bimonthly with circulation of 1000 copies.

The decisive criterion for accepting a manuscript for publication is scientific quality. All research articles published in this journal
have undergone a rigorous peer review. Based on initial screening by the editors, each paper is anonymized and reviewed by
at least two anonymous referees. Recommending the articles for publishing, the reviewers confirm that in their opinion the
submitted article contains important or new scientific results.

Instructions for authors

Full instructions for manuscript preparation and submission can be found through the “East West” Association GmbH home
page at: http://www.ew-a.org.

Material disclaimer

The opinions expressed in the conference proceedings do not necessarily reflect those of the «East West>» Association for
Advanced Studies and Higher Education GmbH, the editor, the editorial board, or the organization to which the authors are
affiliated.

East West Association GmbH is not responsible for the stylistic content of the article. The responsibility for the stylistic content
lies on an author of an article.

© «East West» Association for Advanced Studies and Higher Education GmbH

All rights reserved; no part of this publication may be reproduced, stored in a retrieval system, or transmitted in any form or by
any means, electronic, mechanical, photocopying, recording, or otherwise, without prior written permission of the Publisher.

Typeset in Berling by Ziegler Buchdruckerei, Linz, Austria.
Printed by «East West> Association for Advanced Studies and Higher Education GmbH, Vienna, Austria on acid-free paper.



Study of art



Section 3. Musical arts

This type of the entrance part became popular in
theatrical works of the 1770-1780s removing
the Italian overture from the leading positions. How-
ever “Thomas and Sally’ was written in 1760 when
the Italian type of overture was the main one. It is
obvious that the composer anticipated the tendency
having made the overture significantly shorter and
given it mainly the function of the entrance prepar-
ing the performance, but not the music during which
people should take their seats in the hall and have
small talks. The overture is made analogically due to
the sonata parts of Italian overtures: presentation of
short themes where the second theme is derivative
from the main one, existence of the development
section where the main theme is developed in a key
way and then there is a production of the main and
second themes in the main key — D-dur. So not the
usage of the sonata form is rather unusual here, but

the fact that it becomes independent, short and am-
ple at the same time to fulfill the function mainly of
the entrance to the opera. At the end of the develop-
ment section there are two measures of the closing
type where the tempo becomes slow abruptly that
has to attract the spectators’ attention to the begin-
ning of the opera acting.

Thomas Arne worked in the sphere of theatre
music in its different genres. The part of his composi-
tions was dictated by the orders of the management
of the theatres with which he collaborated, some
compositions were made by the composer being in
the artistic union with the librettist who made the
composer be interested in him or with the libretto in-
spired him. But we can suppose that the liberty of
his creative work involved not only the choice of the
genre of the composition, but the choice of the type
of the overture and its specific structural realization.
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YKpanHCKNi KaMepPHO-UHCTPYMEHTaJIbHbIA aHCaMOb:
XaHpoBble MmeTamMmopdo3bl Ha cTbike XX — XXI BekoB

AnnHoTtanus: B craTbe ocymecTBAsIeTCSI aHAAU3 aHCAMOAEBBIX COCTABOB C LIEABIO HCCAEAOBAHMS

TPaHCPOPMALUI )KAaHPOBBIX MOAEAEH KAMEPHO-UHCTPYMEHTAABHOM MY3bIKM YKPAaUHCKMX KOMITO3H-

TOopoB KoHIla XX — Havara XXI BeKoB.

KaroueBble cAOBa: YKpaHHCKasl KAMEPHO-UHCTPYMEHTaAbHAsI My3bIKa, aHCAMOAEBBIN HHCTPY-

MeHTapHﬁ, JKaHpPOBbIE MOAEAH KaMEPHO-HHCTPYMEHTAABHOTO chaM6Aﬂ, Me}K}KaHpOBbeI AHAAOT.

AKTYyaAbHOCTDb TeMbI HCCA€AOBaHHA. B xpo-
HOAOTHHU >XaHPOBO-CTHAEBOI 3BOAIOLIUY, Pa3BU-
THe MY3bIKAABHOIO HCKyccTBa KoHITa XX — Haua-
Aa XXI BekoB OoTMeYaeTcsi 0COOBIM CTpeMAeHHEM
KOMIIO3UTOPOB K CIIel[uPUIECKOMY THITy CHHEPIHU
TPAAMLIMI Y HOBALlMM BO B3aMMOAEMCTBMM <«CTa-
PBIX> M «HOBBIX> >KaHPOBBIX, CTHAEBBIX, pOopMO-
06pasyIoONINX, XYAOXKECTBEHHO-3HAKOBBIX CHCTEM,
«rAe 60raTcTBO CTHAEBOTO M >KAaHPOBOTO CHHTE-
33, CTpeMAeHUe K €AMHON FApMOHHM OKPAIIUBAIOT
HanboAee IIAOAOTBOPHBIE ITOUCKU CAOXKHOTO CMBIC-
Ad B KQOXKYIIUXCS HECOBMECTHMBIMY, HO BHYTpeHHe
6AMBKUX 06hEKTaX My3bIKAABHOTO Mupa> |3, 178].
B TBOpuecTBe coBpeMeHHBIX YKPAaUHCKHUX KOMIIO-
3UTOPOB IIPOLieCcC NepecedeHrs TPAAULIUI U HOBa-
I[UI IIPOCAEKUBAETCS HA YPOBHe TpaHCPOpMaLUU
>KQaHPOBBIX MOAEAeH KaMepHO-UHCTPYMEHTAABHOTO
aHCAMOASI, ICCAEAOBAHHE KOTOPBIX SIBASIETCSI aKTY-
AABHBIM AASL COBPEMEHHOT'O MY3bIKOBEACHUS.

AHaAM3 IOCA€AHHX HCCAE€AOBAHH U ITy0AH-
Kanuit. TeopeTnyeckuil acIieKT pa3paboTku mpo-
6AEMATHKU KAaMEPHOTO aHCAMOAS KaK KaHpPa M KYAb-
TypHOro ¢eHOMEeHa IPEACTABACH B HCCAGAOBAHUAX
yKpauHCcKux My3bikoBepoB M. IToabckoit u A. Ilo-
B3yH. CpeAl paboT, rAe OCYIeCTBASETCS. PaccMO-
TpeHHe >KAaHPOBBIX MOAEAEH KaMePHO-UHCTPYMeH-
TAAbHBIX IIPOU3BEACHUHN YKPAUHCKUX KOMIIO3UTOPOB
B UCTOPHUKO-CTUAEBbIX, TEXHHKO-KOMITO3UITHOHHBIX
ACIIeKTax KAaHPOOOPa30BaHMSI U UCIIOAHUTEABCKIX
IpoOAEM HX OCMBICAEHMS, OTMETHM HCCAEAOBa-
mus: IL Aoprams (5kaHpOBO-CTHAEBasl AMHAMU-

Ka KaMepHO-MHCTPYMEHTaAbHON crouThl XX B.),
T. OmeabueHKo (5KaHp COHATbI AASL CKPHIIKH U $Op-
TennaHo B TBopuecTse 70-90-x rr. XX B.), B. AHApH-
esckoit, T. Carocap (MCTOpHKO-CTHAEBAS TAPAAUTMA
Pa3BUTHS AHCAMOAEBBIX )KAHPOB, B YACTHOCTH, JKaH-
Pa KaMepHO-MHCTPYMEHTAAbHOM COHAThI AbBOBCKHMX
KOMII03UTOpoB), A. 3umbl (5kaHp GOpPTEMHAHHOTO
KBHHTETa B TBOPYECTBE OAECCKUX KOMIIO3HTOPOB),
E. MaprieHKOBCKO1 (KaMepHO-UHCTPYMEHTAABHOE
TBOpuecTBO B. Astomunckoro), I XKyk (kamepnas
MY3bIKa C y4acTueM BuoAoH4ean B. Bapsunckoro),
H. Aukoit (yKpaHHCKHil KaMepHO-MHCTPYMEHTAAD-
HbIi ancam6Ab 60-80-x rr. XX B.), Y. Epruesa (sxan-
POBO-CTHAEBbIE TApaMeTPbl KaMepHO-0astHHOM MY-
3bIKU YKPaUHbL) U AD.

ITeAbr0 AQHHOM CTaTbU SBASETCS OCYIECTBAE-
HYe aHAAW3a AHCAMOAEBBIX COCTABOB U BbISIBACHIE
MHHOBALIUH B TPAaHCPOPMAIIMAX )KaHP OBbIX MOAGAEH
KaMepHO-UHCTPYMEHTAAbHOM MY3bIKM YKPAUHCKUX
KoMI103uTopoB KoHIja XX — Havaaa XXI Bekos.

H3roxeHne 0CHOBHOro Marepmuaasa. Ha co-
BpeMEHHOM OJTalle IpOIlecchl YHHUBEPCAaAM3a-
IIJUM BBIPA3UTEAbBHBIX BO3MOXKHOCTEH MY3BIKAAb-
AAABHENIIIee

HOrO HAappaTWBa IpUOOpeTaroT

TBOPYECKO-KOHIIENITYaAbHOE  pPa3BUTHE, BAMS-
folfee Ha ObOraijeHHe >XAHPOBO-CTHAEBOTO CO-
A€P>KaHMS MY3BIKAABHOM KYABTYPbI U MCKYCCTBA.
B TBOpYecTBe yKpaMHCKHMX KOMIIO3UTOPOB IIPO-
UCXOAUT TpaHCPOpMAIMsl >KAHPOBBIX MOAEAeH
KaMepHO-UHCTPYMEHTAABHOTO aHCaMOASI, IIyTeM

OOHOBAECHUS UCT OpH4YECKHN CAOKHNBIINXCS J)KaHPOB
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Section 3. Musical arts

KaMepHO-MHCTPYMEHTAAbHON MY3bIKH, B 4aCTHO-
CTH, BO3POXKAEHHS CTAPUHHBIX KaHPOB C TO3UITHI
CoBpeMeHHOI cTUANCTUKU. HabAropaeTcst TeHAH-
LYl [IOBBIIEHHST BHUMAHUS K MOHOTEMOPOBBIM Ka-
MePHO-HHCTPYMEHTAAbHBIM aHCAMOASIM, KOTOpPbIe
OYepYeHbI:

— KOHCTAHTHBIMHU JXaHPaMH (3A€Ch U B AAAbHE-
IeM OIHpaeMcs Ha TEPMUHOAOTHIO U KAACCHPHKa-
IIMIO CHCTeMBI aHCaMbAeBbIx skaHpOB M. IToabckoit
[4,424-435]) — Hanpumep, $popTenraHHbI, CKPU-
NUYHbIN, BHOAOHYEABHBIH AyaThl (Anmu-conama
«Paszo60p co spemenem> B. Pynuaka, 1993; «Hoxk-
mwopn> A. Camopaesort, 1996; <«Ipasumayuu>
A. 3arafixesuy, 2002 );

— KOHCTaHTHO-BapHaHTHBIMH )KaHPaMU — Qaeii-
ToBoe Tpuo («Euel..» C. 3axurpko, 1999), kpaprer
xaapHetoB («Hckyccmeo Hemvlx 38yk06>, B. Pyrya-
xa, 1997);

— PEeASTHBHO-KOHCTAHTHBIMH XXaHPAMH — AAb-
TOBBIH AyOT («Memamopgbosbt 1> A.Camopae-
Boi, 1997), ayat darota u poprenmano (Conama
«Terra Incognita> B.T'y6b1, 1998);

— PeAATHBHBIMU XKaHPaMU — (AEHTOBBIN AyST
(«<Ayarv-Ayam> Ne 8 K. Llenkoaenxo, 2003) u Ap.

TpaAULOHHBIM SIBASIETCS OOpalljeHie YKparH-
CKUX KOMITO3UTOPOB K TeMOPOBO-OAHOPOAHBIM HAU
CMEIIaHHbIM 10 aKyCTHYECKOM CTPYKType KOHCTAHT-
HbIM aHCAaMOAEBBIM XXaHPaM, B YACTHOCTH: CKPHIINY-
Hoi#t conare (Hampumep, «Post Scriptum> B. Cuab-
BecTpoBa, 1990), Buoaonueabnoit conare (Conama
AASL BUOAOHYeAU U ¢opTenuaHo A. TomaeHOBOH,
2002), ayaTy daeirtst u apdsi («Auadema ¥O. To-
meabckoi, 2001), GopTenuaHHOMY U CTPYHHOMY
Tpuo («Mysvika poiiezo secas, 1992; «Cmupennas
nacmopav>, 1996, E. CrankoBu4a), cTpyHHOMY
xBaprery («Consequences> A. Kpacorosa, 1999).

C Apyroil CTOpOHBI, HAabOAIOAAETCS HHTepec
K JXaHPOBbIM HOBOBBEAGHHUSM, ITyTeM BKAIOYe-
HHS B My3BbIKAaAbHYIO IIPAKTHKY HOBBIX COYETaHHIH
HHCTPYMEHTOB, OOpas3yIOIHX, TaK Ha3bIBaeMBbIE,
CBOOOAHO-BapHAHTHbIE AHCAMOAEBbIe )KaHPBL. JDTOT
IPOIIeCC PEaAU3YeTCs ITO AByM HallpaBACHHUSIM: IIep-
BOE 3aKAIOYAETCs B CO3AAHNHU KOMITO3HLIUI AASI HETH-
IIUYHBIX MOHOTEMOPOBBIX COCTABOB, HAIIPHMEP, AAS
3-x Buoaonueaett («Ritual Actions> A. CamopaeBoi,
2010), 4-x Buoaonuereir («Keapmem-pexsuem>

B. Aapunxosa, 1989), 3-x xonTpabacos (<«From
Corner to Corner> K.Ilemxoaenxo, 1995), 4-x
KoHTpabacoB («Bazameau»  A.TomaeHOBOH,
2008), S-Tu rutap, S-Tu BuosoHueeit («3epxato
dywu>, «Diagram> C. A3apoBoii, 06a HaITHCaHbI
B 1999), 8-Mu Buosonueaeit («Batrada> na memy
Beatles B. 3y6urkoro, 1999) ut. a.

Bropoe HanpaBAeHue, MPeACTaBAGHO KOMITO3H-
IIMSIMU TeMOPOBO-OAHOPOAHOTO HAH CMEIIAHHOTO
COCTaBa, A€ MCIIOAb3YeTCs] HeTPAAUITMOHHBIN AAS
KAACCHUYeCKHUX AaHCAMOAEBBIX TUIIOB HHCTPYMEeHTAPHIT
(HapOAHBIIA, 9K30TUYECKHIA, AXKA3OBBII, IAEKTPOMY-
3bIKaAbHBII). B vacTHOCTH, Ha cThIKe XX — XXI Be-
KOB aKTHBHO HHTETPUPYeTCS B aKapeMHYecKoe
>KQaHPOBO€ U HMHCTPYMEHTAAbHOE IIPOCTPAHCTBO
KaMepHOM My3bIKH 0asH. DTOMy CIIOCOOCTByeT
IOsIBA€HHE B aKTHBE YKPaHHCKUX KOMIIO3UTOPOB
3HAYUTEABHOTO KOAUYECTBA OPUIMHAABHOIO perep-
Tyapa AASL Ay9TOB: CKPHIIKH U 6asHa (Hanmpumep,
«Ave Maria Stella> B. Aapuuxosa 1995-1998), 6a-
aua u poprermmano («Om Panuesru k Tarruaro>
B. 3y6unkoro, 1998), 6asxa u kaaprera («Asoe
... [Taparreavro ... Omodeavro?> A. IlleTunckoro,
1996-1998), 6asna u darora («Deo Volentum>
A. Tomaenosoii, 2004), TPUO AASL OasiHA, CKPHIIKA
u rutapsl («Sans I'Eloignement de la Terre» A. 3a-
raiikeBud, 1994), a TakKe B APYTUX aHCAMOAEBBIX
TpYIIIaxX OT KBapTeTa A0 OKTeTa. [Topo6HOE sxaHpo-
BOe pa3HooOpasue, o MueHuto . Epruesa, siBaseT-
Cs1 IPSIMBIM CBUAETEABCTBOM TOTO PAKTA, ITO «IIPO-
I1eCC CTAHOBAEHMS YKPAUHCKUX KaMEePHO-0asTHHbBIX
JAHPOB IIPUHUMAET yCTONYHMBBIN XapakTep> 2, 12].

MuTepecHb! mpuMephl COYETaHMS YKPAHHCKOM
6anAypsl u 6asHa («<Auadema» No 3 10. Tomenn-
ckoit, 2010), BBeAeHME TYIyACKON APBIMOBI B aH-
cambAe ¢ KAQpHETOM, 6ac-KAapHETOM U GOPTEIINAHO
(< Opazmenmor> B. Dpoasix, 1998), a TaxoKe HCIIOAD-
30BaHHe 9K30TUYECKUX AASl OT€UeCTBEHHOTO MY3bl-
KaABHOTO IPOCTPAHCTBA dTHUYIECKUX HHCTPYMEH-
TOB HAPOAOB MHpa, HAIIpUMep, AMTOBCKUX KaHKAeCa
u 6up6bune (K. Maitpen6epr-Topoposa «A TRE>,
2012), mexcukanckoint mapumbsi (A. IlleTunckuit
«Masamuuk>, 2002), apMIHCKUX KaHyHa U AYAyKa
(C. Asaposa «On Tuesdays>, 2007).

VIHTeHCUBHO BBOAUTCS B KaMepHO-UHCTPY-
MEHTaAbHbIe TPOM3BEACHHUS OAMH U3 OCHOBHBIX
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MHCTPYMEHTOB AJKa30BOM U 3CTPAAHON MY3bI-
K1 — cakcopoH (BO BCeX pPasHOBHAHOCTSIX: Sax-
s/a/t/bar/bass) B xommnosunusax A.Kosapenko
(Ksapmem aas 4-x cakcoponos, 1990), C. ITnaro-
tukoBa («Hnmpuzus A cakcoPOHa-aAbTa U Gas-
Ha, 2002), B. Pynuaka («Ocanna — MY3blKAHMam,
KOMOpbIxX Hetm ¢ HAMU ... YoKe U eufe> AASL 2-X CAKCO-
$oHoB, nepkyccuu u oprenuano, 1997), A. FOpu-
noit («Waterdreams> aast Tpom60oHa, nepkyccuy,
cakcopoHHUCTa-UMIpoBu3aropa u muma, 2001),
A. Iletunckoro («Pas de Quatre> aas cakcodoHa,
TPOMOOHA, IEPKYCCHH U TUTaphl, 1999).

HabaropaeTcst MHTepec K TUITHYHO OPKeCTPOBbIM
HHCTPYMEHTaM, KOTOpPble AOCTATOYHO PEAKO HAU
HHMKOTAQ He HCIIOAb30BAAUCh B KaMePHO-HHCTPY-
MEHTAAbHOM My3bIKe, CPEAM HUX: aHTAMMCKUI POXKOK
(B. Aapunxos «Cepenada 3oromoii ocenu>, 1996),
yenecra (A. Camopaesa «Once upon a time>, 2005),
apda (A. Tomaenosa «Tyman. Odecca>, 2014), an-
TaBphl 1 kcuaoPpoH (C. 3axutbro «Eugel..>», 1998),
Bu6padon (B. [Toaesas «Mucmepus>, 1998). Io-
CTEIIeHHO BO3POXKAAIOTCS CTAPUHHBIE HHCTPYMEH-
Thl, B T.4. PAKTUYECKH BbIIIEALIE U3 yIIOTpebAe-
Hus: BHOAa Aa Tamba (A. CamopaeBa «3abbimuie
manyst II»>, 1998), xaasecun (A. Illerunckuit
«Humpocnexyua >, 1996), cTexAsTHHAS rapMOHHUKA
(B. Aapuukos «De profundis clamavi>, 1993), 6a-
cerropu (C. Asaposa «Funk Island>, 2003), duc-
rapmonwus (A. Herunckuit «Ay4 Hadexcdvi>, 1992).

OTMeTUM OTAEABHBIE CAyYaU HCIIOAb30BAHMS
OpraHa B KaMepHO-UHCTPYMEHTAAbHBIX AHCAMOASIX
B AOBOABHO HEOXXMAAHHBIX COUETaHMUSIX C TPyOOH,
nepxyccueit (K. Llenoaenko «Ayatv-Ayam>»> Ne 3,
1993; «Hounoti npegepanc — Hapa 6 kapmot N° 3>,
1991), cakcodponom («Troix dans la ville>> A. Camo-
Aaesoit, 2012), rpombonom («Kaeiinodvi> B. Ty6wr,
1997) 1 ApyTMMH HHCTPYMEHTaMH.

OAHMM U3 OTAMYMTEABHBIX  IIPH3HAKOB
COBPEMEHHOCTH SIBASIETCSI HCIIOAb30BaHHe HOBefi-
INX IIPHEMOB <«KOHCTPYHPOBAaHUSI» KaMEPHO-
HMHCTPYMEHTAAbHBIX KoMrosunuil. ITpu atom Bos-
HUKAeT <«CAOXKHOE, BBIPA3UTEABHOE IIPOCTPAHCTBO,
popMUpYIOIIHeCs C IOMOIIbIO My3bIKAABHBIX TEXHUK,
COBpeMeHHbIX TeXHIYECKHX CPEACTB, KOTOPbIE BAUSIOT
Ha >KaHPOBYIO OCHOBY IpousBeaeHusi> | 1,121]. Cpeau
HanbOAee XapaKTePHBIX IPHMEPOB, AIPOOAIIHst KOMIIO-

3UTOPAMH 3AEKTPOMY3bIKAABHOTO HHCTPYMEHTApHs,
B YACTHOCTH, CUHTe3aTOpa B aHCAMOAEBOM COUETAHHU
C TpaAMMOHHbIMU HHCTpyMeHTamu («Konyepmmas
nveca» A. Kosaperko, 1990), coueranue ayanosanucu
¥ aKycTudeckoro 3Bydanus («Sounds from the Yellow
Planet> C. Asaposoii, 2006), a TaKKe SKCIIEPUMEHTbI
¢ MarHuTHOI1 TiAeHKol (<« ITocmarodus> B. Byaanosa,
2000) u “xuBoit” arexkrponukoit («Topos Uranios>
A.¥Opunott, 2001). [Toao6HBIE TBOpYeCKHe IKCIIe-
PUMEHTBI II0 PACHIMPEHHIO TeMOPAABHOIO, KOAOPH-
CTHUYECKOTO CIIeKTPa 3BYKOBOTO IIOTOKA SBASIIOTCS
YHUKAABHBIMU 1 MHHOBAIJMOHHBIMU C TOYKHU 3peHHUs
OTKPBITHUS AAAbHEHIIIHX ITePCIIeKTHB YKPAUHCKOTO Ka-
MEepHO-UHCTPYMEHTAABHOTO HCKYCCTBA.

B BpIBOAAX OTMETHM, UTO AaHAAM3 HHCTPYMEH-
TAABHBIX COCTABOB U YKAaHPOBBIX IIAPAMETPOB TIPO-
U3BEACHUH YKPAHHCKOTO KaMePHO-UHCTPYMEHTAAD-
HOro McKyccTBa koHIa XX — Hayara XXI BexkoB
ObHapy)XHBaeT IPUOPUTETHI UCIIOAB3OBAHMUS IIH-
POKOTO >XQaHPOBOTO AMAlla30HA MOHOTeMOpOBUX,
TeMOPOBO-OAHOPOAHBIX, CMEIIAHHBIX AaHCAMOAEBBIX
cocraBoB. B mporiecce TpaHcPopmMariu xKaHpPOBBIX
MOA€eAeil KAMePHO-UHCTPYMEHTAABHOTO aHCAMOAS
HAOAIOAQIOTCS ABe TeHAeHIUH. C OAHOM CTOPOHBI,
obpaireHre K MICTOPHIECKU CAOKHUBIIMMCS SKaHPaM
KaMePHO-MHCTPYMEHTAABHOM My3bIKH (KOHCTaHT-
HBIM, KOHCTAaHTHO-BAPHAHTHBIM, PEASTUBHO-KOH-
CTaHTHBIM, PEASTHBHbBIM), UX BO3POXXACHHE HAH
PEKOHCTPYKIIUS C O3UIIUH BHIPA3UTEAbHBIX BO3MOXK-
HOCTel COBPeMEHHOMN CTUAMCTUKH. A C APYTOil —
HHTepeC K XKaHPOBBIM HOBOBBEAEHUSIM, OOOTaljeHIe
My3bIKAABHOM IIPAKTUKH CBOOOAHO-BAPUAHTHBIMU
JKAHPaMH, ITyTeM COYETaHHS TPAAULIMOHHOTO (aKa-
AEMHHYECKOTO) U HETPAAMIIMOHHOTO (HapOAHOTO,
5K30TUYECKOTO, AXKA30BOTO) HHCTPYMEHTapH
B aHCaMOAe, BBEACHHUS] CTAPHUHHBIX UHCTPYMEHTOB
B >KaHPBI HOBO! MY3bIKU (MCIIOAB3OBaHHE TPAAU-
ITMOHHBIX U IIOMCK HOBBIX 3BYKOBBIX BOZMOXKHOCTEMH
CTapVHHBIX HHCTPYMEHTOB), COEAUHEHH S aKy CTHYe-
CKOTO M 9AeKTPOMY3BIKAABHOTO MHCTPYMEHTAPHS,
HICIIOAb30BaHM TEXHOAOTHI HCKYCCTBA. AaHHbIE I10-
AOXKEHHUSI AeMOHCTPHPYIOT TATOTeHHE YKPaHHCKOM
KOMITO3UTOPCKOI IMKOABI K MEXOKaHPOBOMY AHAAOTY
B CHHEPTUHU TPAAULIMI U HOBAIUI, C I[EABIO YTBEPXK-
AEHHS AKaAeMIIeCKUX TPAAUIIMI U UX OOHOBACHHUS
Ha COBpeMeHHOM ITOCTMOAEPHOM JTarle.
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Methodses Dug about as main of the problem of the
system of preparation specialist on public instrument in
light of the modern requirements

Abstract: Main problem, create such methods of teaching to play on public instrument, in

which existed motion from account of the general directivity to particularity of the education

to play on separate group and family instrument. Only on base of such methods, differentiating

different stages of the education (initial, average, high) in system of the training, possible forecast

her (its) high quality.

Keywords: methods, toolbox, composer, study.

Need of the further improvement of the methods
of the teaching puts before teacher of the problem of
the reinforcement Bocniurareasnoit dug education,
address to modern method of the teaching.

The Area of the study uzbek public music in-
strument disposes extensive scholastic-methodical
and methodical literature. Such ocnamQuuocrts is
caused first of all that that sphere uzbek public in-
strument pertains to priority directions of the music
formation and therefore she as specific local sphere
of the science requires the systematic development
a vital problems. The Other reason so rich presence
of the literature is connected with broad range the
most national toolbox, each type from which re-
quires the methodical comprehension..

At present in music educational institutions,
including, in HIGH SCHOOL, lead preparation
on 14 types instrument. Under suppressing dug the

literature scholastic-methodical and methodical di-
rectivity, available arsenal possible conditionally to
divide into several varieties, as follows:

— a general work;

— a making the schools for learning to play on
public instrument;

— awork, denoted methods to organizations or-
chestra, ensembles;

— areader books for development of the intona-
tions and technology, as that: collections etude, ex-
ercises, gammas, arpeggo;

—a repertory collections for different instru-
ment;

— an article, essays, monographs and others in
which prevails the methodical nature of the study
toolbox.

For long years formed and methods of teach-
ing. Alongside with reconstruction and improve-
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